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Henrik Ibsen, the Founder of Modern Drama. 
Outline. 
I. Unanimity of verdict of critics in regard to Ibsen's 
r6le in the development of the drama. 
II. Ibsen's devotion to his life mission. 
1. His view of his talent as a duty. 
2. The openin g lines of Catiline. 
3. SUbordination of family and social responsi-
bili ties. 
4. Extreme care in preparation of his dramas. 
a. Re gUlarity of his habits. 
b. Custom of writing three separate drafts 
,-----..,__ ~ 
of his pl-ays. ---..___..,._ 
.Q.. Abnormal secrecy in connection v~i th his wo rk. 
5. Howells' aversion to Ibsen's intense egoism and 
his admiration for Bj~rnson's participation in 
practical affairs. 
III. Association of Ibsen and BjBrnson. 
1. Ibsen's regret at their estrangement. 
2. The two dramatists in Rome. 
3. The constant comparison a partial cause of Ibsen's 
grimness. 
4. Their reconciliation. 
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IV. Ibsen's achievements in the development of the drama. 
1. Identification ·of the action with the exposition. 
~· Importance of the opening lines. 
b. Mastery of analytical·method. 
2. Reintroduction through analytical method of ve-
locity of Greek tragic intrigue. 
3. Cre~tion of unity of tone or mood. 
a. Use of elaborate stage directions. 
b. Use of the unities of time and place. 
4. Maintenance of the unbroken rhythm of the drama. 
a. Abolishment of the soliloquy and the aside. 
b. Avoidance of the prologue and the epilogue. 
c. Avoidance of division of acts into scenes. 
d. Banishment of the epigram. 
e. A voidance of irrelevant e notional scenes. 
f. Avoidance of illogical climaxes and of 
illogical happy endings. 
g. Abolishment of stage "villain" after A Doll ;_,! 
House. 
h· Reduction to minimum of arbitrariness of in-
cident and frequency of coincidence. 
i. Subtlety of small devices. 
5. Creation of prose dialogue notewortbyfor natural-
ness. 
6. Development into spiritual action Scribe's contri-
bution of constant physical movement. 
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7. The opening of the new domain of social ethics. 
~· Importation of idea that man is creature 
of historical moment. 
b. Creation of social tragi-comedy. 
~· Chasm between Shakespeare's heroic figures 
and Ibsen's personages. 
d. Vast impersonal social forces as characters 
in modern plays. 
8. Rejection of idea that dramatist must express only 
prevailing opinions. 
9. Creation of dissatisfaction with sentimentalized 
morality in the drama. 
10. Creation of the modern woman on the stage. 
a. Refusal to become . champion of women's 
rights. 
b. Gradual interest in strong type of woman. 
~· Early admirati on for the "womanly woman." 
d. Ellen Key's interpretation of Ibsen's women. 
v. Transition: Shaw's remark concerning Ibsenism. 
VI. Reasons for Ibsen's unpopularity, especially in America. 
1. His partial view. 
~· His ancestry. 
b. His lack of education. 
g_ • . Contrast afforded by the intellectual 
curiosity of Strindberg. 
d. Strindberg' s realization of the lesson of peace. 
~· Similar realization on the part of Maeterlinck. 
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2. His excessive individualism. 
a. Contempt for democracy and parliamentarism. 
b. Contrast offered by Ibsen and Tolstoi. 
c. View of Pruss ian military strength as the 
curse of the individual. 
1. Change of views in regard to Garmany. 
d. Brandes' criticism of Ibsen's philosophy. 
~· Slight knowledge of America. 
3. Barrier opposed to Ibsen's moral anger by Anglo 
Saxon optimism. 
4. Anglo Saxon conception of the theatre as a place 
of entertainment. 
5. Ht.ller ' s explanation of America.' s failure to 
accept Ibsen. 
6. Need of feminine err~cipation felt less in America 
than in Europe. 
7. . Ibsen's chilling irony. 
8. The effect of "the fatal amateur." 
a. Effectiveness of amateur performance of 
Shakespeare. 
b. The sacrifice of great acting made by present 
day drama. 
9. Ibsen's unskilful use of symbolism. 
VII. Certain criticisms of Ibsen. 
1. Views of the critic> Wm. Winter. 
2. The change in Mrs. Fiske's views. 
3. The change in popular opinion in regard to Ghosts. 
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VIII. Denial of the charge of immorality. 
1. Wicksteed's interpretation of dramatic immorality. 
2. Clayton Hamilton's n II " · n 
3. Ibsen's Love 1 s Comedy. 
IX. Denial of the charge that Ibsen was fundamentally incapa-
ble either of humor or a lyrical style. 
X. The charge of pessimism as refuted by admirers of "third 
empire" ,,ision. 
XI. Ibsen's attitude toward Norway tl"lat of affectionate chas-
tisement. 
1. Poem inspired by the Schleswig-Holstein affair. 
2. Well-Grounded Faith. 
3. The Eider-Duck. 
4. The original of Dr. Stockman. 
XII. Conclusion: Archer's opinion concerning the life of 
rosen' s dramas. 
Henrik Ibsen, the Founder of Modern_Drama...!. · 
Scarcely a doubt ·is expressed among the critics of con-
temporary drama as to the overwhelming importance of Henrik 
Ibsen as the most important influence in the development of 
the modern drama. Mabie calls his influence "the most power-
ful on the stage during. the last generation", Henderson re~ 
gards him as "the world's greatest dramatist since Moliere", 
and Moses comments that there has been no lar~r force in 
modern drama than that of Ibs~n. Macfall looks upon him 
as "the supreme playwright and satirist of his age." Hune-
,. 
ker declares that Ibsen, reckoned on the Continent as the 
greatest dramatist since Racine and Moliere, "changed for-
ever the dramatic map of Europe," while Caffin regards him 
as "a model to whom all modern drama is indebted." Brander 
Matthews writes that "the social plays of Ibsen have power-
fully modified the aims and ideals of latter day dramatists 
in France, Spain, Germany, and England," and Bjerkman looks 
upon him, together with Maeterlinck and Strindberg, as the 
reformers of the modern theatre. 
The outstanding feature in the career of Henrik Ibsen 
who, as Henderson remarks, "dictated to the public for its 
adoption the form of the drama" is his sincere devption to 
what he conceived to be his life mission. In his eyes 
his talents were not a gift but a duty to be performed for 
the benefit of his native land. A month after the appear-
ance of Brand, when he petitioned the king for a pension 
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of ~90 a year to enable him to devote himself exclusively to 
his calling as a poet, he referred to his desire to devote 
himself to "the task which I believe, and know has been laid 
upon me by God-- of arousing the nation and leading it to 
think great thoughts." 
And so Ibsen held the torch of truth as he conceived it 
before the eyes of his countrymen, believing that every man 
shares the responsibility and guilt of his age. If by reas-
on of his superior power he as a dramatic writer was able to , 
open the eyes of the Norwegian nation to the abuses, to the 
false ideals of his age, he looked upon that enlightenment 
as a heaven-imposed duty. Like the idealized hero of his 
tragedy of Catiline, he harkened to a voice summoning him 
to action for the good of his own land: 
"I must, I must; a voice is crying to me 
From my soul's depth, and I will follow it.• 
All responsibilities became subordinated to those of his 
mission, his vocation. He felt that as in Brand certain 
lives are subservient to other lives and exist only to aid 
in the furtherance of their aims. He left home because, as 
he told Bjernson, a position of "half understandingn became 
intolerable to him. For thirty years he communicated with 
neither of his parents and to his sister Hedvig he wrote 
after a long silence, saying that since he in his poverty 
could offer no help to the members of his family, it seemed 
idle to write, when he could not act. When Ibsen was not 
drawn to write to his r elatives, one is not surprised to read 
Macfall's exclamation of scorn at the dramatist's failure in 
days of prosperity to communicate with those old friends of 
Grimstad days who saved him, literally enough, from starva-
tion. c. L. Due gives a picture of him in those early days 
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as he walked about the streets "like a ~ystery sealed with 
seven seals." He reters to Ibsen's early study of Voltaire 
whose deism he defended against all the attempts of his friends 
to change his views. It was during these days that Ibsen 
gave frequent expression to his ideal of marriage, when he 
declared that he and his future wife should address each other 
as "Du", live on separate floors, and meet only at the dinner 
table! In Due's family record Ibsen, who must have exper-
ienced some qualms of conscience at his selfish silence, was 
to write later: 
"If friendship were dependent on a continuous inter-
course, then it would be all over between us; but if it be 
dependent upon sympathy and the flight of spirit within the 
same sphere, then our friendship can never die." 
No dramatic workman ever exercised greater care in the 
preparation of his plays than did Henrik Ibsen. Promptly 
at nine o'clock each day he began his work sometimes sitting 
at his desk playing with the fantastic figures always before 
him, and again wandering in and out the nearest rooms smoking 
between the spells of writing. So methodical were his habits 
that the wags in the cafe would guess at the passing of the 
' 
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hour· by the depth of the liquor in his glass. But his hour 
in the cafe was not mere enjoyment. It was real work and his 
friends were accustomed never to disturb him. He himself re-
marked more than once that he never went there merely to drink 
beer or take lunch but to collect his thoughts. 
His son Sigurd, talking with summer visitors at Gossen-
sasz in 1890, described his father's habit of preparation for 
a play. "He is writing all t h i a year," he said. "He can 
think of nothing but his drama. He will write, write all 
this year. 
will walk. 
Then next year he wi ll not write a word, but he 
It has been so ever since I can remember. He 
walks all one year, and writes the next." Everyone has 
read of the elaborate care for detail with which he planned 
his scenarios. He became familiar with the smallest details 
in the lives of his characters and always experienced a great 
lonesomeness when his dramas were sent away for publication. 
Once when someone commented on the name of the leading char-
acter in Doll's House, he immediately answered, "Oh, her 
right name was Leonora. She was very much petted and spoiled 
by her father and Nora was her pet name." Three separate 
drafts of the drama were always made, the last of which, a 
perfect copy without blot or correction, was sent to the pub-
lisher in the extremely careful penmanship in which he took 
so great a pride in his later years. 
When planning his dramas he always · exercised a jealous 
care that not even the members of his family should know 
their theme. During the process of construction of An Enemy 
of the People, alighting one day· at a railroad station for a 
few moments, he dropped on the floor of the compartment a 
slip of paper containing .the words, "The doctor says --" 
His wife picking up the memorandum anticipated with her son 
some merry bantering with her husband over his closely 
guarded drama. On his return to the train, however, she had 
no sooner asked him a teasing question about the doctor in 
his new play than he broke into an angry tirade, demanding 
the reason anyone should pry into his private papers and 
whether he was to be allowed no privacy in his own home~ 
We may picture his humiliation when the truth was told him, 
for in spite of the intolerably false criticism of his f am-
ily affairs at the time of the publication of Love's Corned~ 
and again in 1881 with the appearance of Ghosts, he undoUbt-
edly possessed a deep appreciation of the qualities and 
the aid of his wife of whom he wrote in his poem of Thanks: 
"The griefs that made rugged my way were her sorrow, 
the spirit-beings that bore me forward were her joy. Her 
home is out here on the ocean of freedom, where the poet's 
bark may lie mirrored. The rank of shifting forms that 
march with -waving banners through my verse are her kin. 
Her goal is to kindl e my sight into glow, while none can 
know who gave me the help. And just because she looks not 
even for thanks must I sing her, and print her this thank-
ful song." 
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It has been said that man has three responsibilities: 
to himself, to those immediately about him who love him, and 
to society. w. D. Howells doubts whether a man may allow 
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the development of his talent to profitably beoome the sole, 
or even the chief end of his life. Such an aim, he believes, 
is apt to result in a "very ~nwholesome personality, morbid, 
lopsided, somewhat monstrous." He charges that Ibsen, while 
possessing a kind enough heart, was so preoccupied with his 
own powers that he forgot his sympathies, although he did not 
forget his antipathies. Although Howells regards with admir-
ation the dramatic gains received from Ibsen, the dramatic 
form, the wholesome truth, the exact fidelity to conditions, 
he scorns the extreme egoism of the man. He says: "His 
mind took too much thought of itself. The very greatest did 
not and do not so. Dante did not go about consciously de-
veloping his powers. Shakespeare was _. devoted strictly to 
business, but he was not subjectively an egoist in his play-
writing and stage-managing. Tolstoi seems to have some-
thing to occupy himself besides assisting the Creator in 
bringing the sovereign master of fiction to his supremacy. 
It is very doubtful whethe-r a man's first duty is to himself. 
If he really has genius,- he has ~omething that will take 
care of itself." 
He adds that one is forced to admire the genial and 
democratic Bjf!lrnson for his participation in the world's 
affairs more than the solitary Ibsen for his deliberate 
isolation from the outside world upon whose diseases and 
hypocrisies he dwelt with penetrating vision. The compari-
son of the two Norwegian dramatists is a usual one with all 
writers. A favorite analogy is that of Macfall who thinks 
of the mighty, great-souled Bj~rnson as typical of the bright, 
jocund day of the North and the stern, tragic Ibsen as born 
of the long, black night of her winter. Although apparent-
ly irrevocably estranged from Ibsen be Jause of the latter's 
characterization of the politician Stensgard in The League of 
Youth, Bj~rnson later came forward amid all the angry cri ti-
c ism of Ghosts with a frank expression of admiration. Ibsen 
regretted that mutual acquaintances seemed to take advan-
tages of opportunities to further disagreement between him-
self and his fellow dramatist. Writing to Bjernson from 
Rome in 1867, he said, "What sort of infernal nonsense is 
it that comes between us at every turn? One might almost 
believe that the devil himself was casting his shadow be-
tween us. 11 
Molbech in speaking of the meetings in Rome remarked 
that things were at their worst when Bjernson joined the 
party: "Oh, to be in Rome with Ibsen and Bjernson together, 
my dear young friend, it was a weary, weary thing! They 
could not keep apart; they were like two tomcats parading • 
and snarling and swearing at each other, yet each bored to 
death if the other were not present. They collected their 




Ibsen has never been an agreeable man, and he never will be. 
But he is a great genius and a very honest person." ..._... 
In speaking of the mood of grimness always underlying 
the thoughts of Ibsen, Brandes, having referred to his 
inherited thirst as an idealist for moral beauty as a cause 
of his melancholy view of life, adds the interesting sugges-
tion that Bjernson's diametrically opposed disposition 
probably contributed not a little to the development of the 
taciturnity, the aloofness of Ibsen. He says: "It always 
influences a character to be set by fate in direct contrast 
il!ith a markedly dissimilar contemporary. Not infrequently 
it is a misfortune to a great man to see his name constantly 
coupled with another's, always in comparison, whether for 
praise or blame. The compulsory, inevitable twinship is 
apt to vitiate and injure him. In this case it may have 
led Ibsen to exag~erate the marked character of his tempera-
ment, namely, its intensity and reserve." 
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Brandes r.emarked that in spite of the difference between 
the nat urea of B j l!>rnson and Ibsen there was between them 
"all the resemblance necessarily entailed by common national-
ity, contemporary activity, rivalry in treatment of the 
same subject and similarity of development." He adds that 
Bjernson himself told him that he was obliged to erase a 
sentence in the manuscript of Dust because it appeared almost 
word for word in Ibsen's drama of Ghosts which appeared before 
Dust was printed. 
It is a pleasure to know that Bjernson and Ibsen who 
finally 
gradually outdistanced his genial countrymagjbecame recon-
ciled and their friendship was cemented in the marriage in 
1892 of Ibsen's son Sigurd with the daughter of his fellow 
dramatist. 
By reason of what specific improvements or additions 
is Ibsen entitled to the title of founder of the modern 
drama? Ibsen's supreme technical achievement is the iden-
tification of the action with the exposition. The _playgoer 
cannot afford to miss the first ten minutes of an Ibsen 
drama, for the opening lines of the first act contain im-
portant information without which he cannot fully compre-
hend that which is to follow. The early words are vital 
for we find no conversations between butlers and maids who 
employ five or ten minutes of t he first act in insignificant 
conversation out of c onsideration for American audiences 
who, having hurried all day in true Yankee f a shion, refuse 
to hasten to the theatre. The first acts of Ghosts, of 
Rosmersholm, and of John Gabriel Barkman offer excellent 
examples of the peculiar Ibsen technique the technique 
of devoilement, or unveiling of the past. When the cur-
tain rises, much has already happened in the lives of 
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these people of the stage and little by ·little is gradually 
unfolded to us the story of the past in the analytical method 
of which Ibsen acquired a complete mastery. Under the calm 
exterior we discern the layer of selfishness and sin. Thus 
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Ibsen re-introduced into modern drama something of the velocity, 
the inevitability of Greek tragi c intrigue. 
Then there is Ibsen's creation of unity of tone or mood 
the creation of atmosphere. To gain this end he became the 
first consistent practitioner of elaborate stage direction, 
minus the usual and disagreeable stage jargon, by which he 
sought to fix the aspect and environment in which his people 
act and suffer. Frequently in the gaining of t his end 
Ibsen found it expedient, particularly in the social dramas, 
to preserve the unity of place and more often the unity of 
time. In the Pillars of Society, a Doll's aouse, Ghosts~ 
and Hedda Gabler all the scenes take place in one room. 
In Rosmersholm, the Master Builder, Little Eyolf, and John 
Gabriel Barkman we moYe scarcely from the one dwelling house. 
There is never a change of locality. Even in the early 
romantic tragedy of Lady Inger of Ostrat the action requires 
only fiv e hours. In The Pillars of Soci eti, A Doll' a House, 
The Lady from the Sea, Rosmersholm, The Wild Duck, Hedda 
Gabler, and Little Eiolf the time varies from thirty-six to 
sixty hours. The events of The Master Builder require 
less than twenty-four hours, those of Ghosts s i xteen hours, 
and in John Gabriel Barkman thA action really takes place 
in life in less time than an ac ual stage production for 
the acts are practically conti1 In contrast to the 
compr ession of time and the ma: tenance of the same locality 
in these dramas is the fre edom ith which Ibsen handles the 
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unities in his fantastic dramas of Peer Gynt and Brand or the 
historic plays of Emperor and G .lilean and The Pretenders. 
In Peer Gynt, for example, ther ! are thirty-eight scenes and 
the drama records the developme: .t of Peer from an indolent 
youth to a selfish old man read· for the ladle of the wait-
ing Button-Moulder. 
Many of Ibsen's technical . ~hievemente may be listed 
under the heading of his mainte: .ance of the unbroken rhythm 
of the drama. He came to reali e perfectly the artificial-
ity of the monologue and the as de and abandoned them. The 
prologue or the epilogue he nev. r u.sed. In the social 
dramas he realized the dramatic eff ect of the avoidance of 
division of the acts into scene; and later in John Gabriel 
Berkman he usee only a moment's pause between the acts which 
are practically continuous. (I · remained for Strindberg, 
fearing the effect of the inter: m between the acts on the 
already strained popular capaci· y for illusion, to attempt 
the experiment of not even · lowe : ing the curtain at all from 
beginning to the end of the drru a.) 
Ibsen banished the epigram from the modern drama. It 
is impossible to find mots d'. au1 eur of the Oscar Wilde type 
in the Ibsen drama. The persm.Lages of the play speak in 
character and the pi thy, terse but irrelevant remark of the 
ordinary social comedy is not to be found. Nor can we point 
to emotional scenes introduced f or their own sake -- yet 
unnecessary for the development of the theme of the play. 
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Nowhere is there a scene of the type of the love scene bet«een 
Alfred and his fiancee in Bjernson's play of A Gauntlet. Ibsen 
would certainly not have allow·ed the young people to marvel 
romantically and at lepgth at the miracle of their mutual af-
fection -- he would have stated that an engagement existed 
between them and left the demonstration of their emotion to 
the imagination of the audience. 
In the same way we note the avoidance of illogical cli-
maxes or illogical happy endings, as in Gillette's Secret 
Service. There was but one answer to the question asked in 
A Doll's House and Ghosts and Ibsen wrote the ending to fit 
his answer. The stage villain disappeared with Krogstad in 
the former of those two dramas. After that Ibsen no longer 
made use of the conventional stock figures - - except the con-
fidant - - of the dramatic stage. Society itself is the 
"villain" of the Ibsen drama. 
In general, arbitrariness of incident and frequency of 
coincidence is reduced to a minimum by the Norwegian dramat-
ist. Relatives missing for years do not suddenly return 
to retrieve opportunely the fortunes of Ibsen's distressed 
heroes . Ibsen defined the stage as a room with one side 
removed, and his aim was to present in his drama a true re-
flection of life itself. Caffin comments with admiration 
on the sUbtlety of the small devices used by the dramatist 
for the purpose of providing for entrances and exits. He 
cites as an example the entrance and exit of the servant 
Bertha in Act I of Hedda Gabl~. The girl enters to carry 
Miss Tesman•s floral offering to Hedda and in a moment 
George hands her his empty portmanteau from which he has 
emptied his papers and she leaves to carry it to the attic. 
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In 1883 Ibsen wrote, "Verse is doomed", and turned for-
ever to the use of prose for reality, and one of his fore-
most achievements is the naturalness of the dialogue spoken 
by his characters. What, for example, could exceed the 
fidelity to truth of the conversation between Nora and 
her former school friend Christine whom she has not seen for 
some years? Or of the opening scene of The Pillars of 
Society where is drawn the graphic picture of the convention-
ridden society of Consul Bernick's little town centred around 
the pious and respectable Rorlund7 This particular ability 
early manifested itself, the second act of The Vikings com-
ing quickly to one's mind as an especially good example of 
this talent, and persevered even to the weakened When We 
Dead Awaken, the first act of which exhibits the same skill 
of dialogue construction in the midst of all the loss of 
power as manifested in this play. 
Scribe's contribution to the drama was the contribution 
of the art of continual movement and Ibsen continued his 
technique in that and other particulars but made the action 
spir i tual instead of physical. As one critic remarks, the 
difference between the personages of Scribe and those of 
Ibsen is the difference between marionettes and real people. 
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But Ibsen accomplished far more for modern drama than is 
suggested by the for egoing technical achievements. Technique 
alone does not make a real play. Ibsen "threw open the doors 
to t he new domain of social ethics." In the Greek theatre 
we hav e t he conflict between man and Fate, in the Elizabethan 
theat re the realization that man himself in the development 
of his character i s destiny, and Ibsen imports the new unit 
idea in the drama that the individual is the creature of 
the historical moment, of social environment, of physical 
heredity. Ibsen bec omes then the creator of the "social 
tragi-comedy." With Bjernson Ibsen first made tragedies 
of mi ddle class life, t hus creating the bourgeois drama. 
He vitalized the commonplace incidents of daily interc ourse, 
giving spiritual life to ordinary speech in his dramas of 
"imrrediate actuality." 
Much has been written concerning the deep chasm be-
tween the heroic fi gures of Shakespeare and t he persons 
of t h e Ibsen drama. One writer declares that Shakes-
peare's world was the real world, while Ibsen's world is 
tha t segment of the world we call society. It is note-
worthy that Ibsen began with heroic fi gures Brand, Peer 
Gynt, and H£kon. Then he 'became inter ested in the problems 
of the will, the sick will, and therefore in the social 
conditions which determined, as he believed,the character 
of the will. 
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Henderson, taking An Enemy of the People as an example 
of the typical bourgeois drama, discerns the vast impersonal 
force looming behind Stockman -- the consciousness of social 
obligation. It is t his mass consciousness rather than indi-
viduality, which forms t h e dominant influence of contemporary 
drama. In Galsworthy's Strife the real hero is not Roberts, 
the spokesman of the strikers, but t he spirit of the laboring 
class represented by him. In A Fugitive Clare r epresents 
the spirit of feminine independence of the shackles of a 
marriage unhallowed by the presence of true affection as 
those who seek her return to her unimaginative husband repre-
sent unrelenting respectability which is unable to compre-
hend the principle of individual freedom. In A Doll's House 
it is modern marria.ge itself which is dissected under the 
searching gaze of the dramatist. Tolstoi, when answering 
t h e criticism that his Sebastopol had no individual hero, 
explained: "The hero of my story whom I love with all the 
powers of my soul, whom I have striven to reproduce in all 
his beauty, and who always has been, is, and will be beauti-
ful, is Truth." 
Ibsen discarded the idea that the dramatist must express 
the average of prevailing opinions. He declared that the 
dramatist must always be in advance of his time -- "a franc-
tireur on the firing line." Unlik.e Augustus Thomas who held 




terrible drama of Ghosts into the midst of a conventionalized 
Norwegian society which immediately considered itself outraged 
and the play an unpardonable attack on public decency. 
The great mission of Ibsen was to create dissatisfaction 
with the preva iling or sentimentalized morality in the drama. 
As Cervantes exhibited the folly of Don Q.uixote' s attempt to 
render real the ideal of chivalry, Ibsen showed that the 
ideal of Puritanical, Calvinistic pietism held by Brand must 
fail or bring in t ense suffering upon all he loved the moment 
he attempted to place it among the realities of life. In 
The Pillara of Society he plucks away the clock of respec-
tability from Bernick and the society of his time and shows 
the selfishness and crime beneath. In Peer Gynt he satirized 
the selfish materialism aiming for wordly success sought 
after by the dreamer Peer. He pointed the way to a higher 
type of individualism and is still a herald of liberty and 
sincerity in the personal life and of the gospel of the free 
personality. Appealing to the higher emotions through the 
intellect, he is an influence for moral honesty and has add-
ed to the drama the purpose of teaching a lesson in the fash-
ion of the novel. 
One of the very greatest contributions made by Ibsen to 
the modern drama, however, is his discovery of the modern 
woman for the stage. He was the first to force the reali-
zation that woman is a creature possessing individual char-
acter and rights. There is discernible through the course 
of Ibsen's plays a distinct development in his viewpoint on 
the woman question although Ibsen never became, as certain 
enthusiastic groups of women tried to believe, an ardent 
champion of women's rights. Archer refers to an incident 
of Ibsen's speaking at a celebration arranged in his honor 
by wo men interested in the Kvindeaag -- the Woman' a Cause. 
The dramatist spoke briefly beginning by saying that he did 
not know what the Kvindesag really was! He then went on 
to say that in his estimation motherhood with the training 
of the new generations was the first of woman's ri ghts and 
the greatest of woman's privileges which was ind~ed, as 
Archer says, a very ancient and respectable doctrine. "The 
women will solve the question· of mankind but t hey must do 
so as mothers. I never regarded the '.Voman' s cause as a 
question in itself but as a question of mankind, not of 
women." 
It must be remembered that not unt_il after the writing 
of Peer Gynt did Ibsen have a real admiration for the so-
called "strong woman." In each drama up to that time the 
woman he sketches with tenderness is the "womanly" woman 
and the woman of daring, the woman of the stronger type, is 
nearly al -;vays connected with crire. The man in the Ibsen 
play is usually placed between t wo women of contrasting type 
the sweet, home-loving woman and the audacious, adv enturous 
woman, thus formin g the triangle which appears in n early all 
t he plays from the early Catiline where the hero is placed 
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. between the gentle, loving Aurelia and the darin 'g Furia urg-
ing him on to action. In The Feast at Solhoug Margit , longing 
to resemble the princesses of far-off lands who do not fear 
"to pass from thought to deed," plans the murder of her hus-
band Bengt for love of the returned Gudmund. Lady Inger 
to whom the gentle Elina, one of Ibsen's sweetest character-
izations, acts as a foil, sacrifices her daughters to loveless 
matches with Danish lords and finally through her blindness 
is responsible for the death of her own son. The ferocious 
Hierdis quails at nothing to seek her revenge for real or 
fancied slights a.l'ld is consumed by "an untameable longing 
to plunge into the strife when the blood streams red on the 
deck." 
In contrast to these women of strong passion Ibsen 
sketched in The Pretenders a most touching picture of Mar-
0 grete of whose gentle love Hakon is for some time unappre-
ciative. When he takes her hand and asks her to become his 
queen, she answers, "I will gladly be your wife." When he 
tells her that he has chosen her to share his throne know-
ing that she is wise, she asks, "Only that?" And as he 
surprised inquires her meaning, she murmurs, "Nothing, noth-
ing. tt Later we see her as she sings to her little son, 
her little prince who "flieth on dream-wings through the 
sky,." rn this same drama we meet Ingeborg, betrayed and 
forgotten long before by Duke Skule. When their son has 
grown to young manhood she brings him to the Duke whose 
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lost confidence returns to him for he feels that none can with-
stand him now that he has a son to go for ward as the king' a 
heir unwaveringly to might and honor. She will not raise her 
veil to let him see her tear-dimmed eyes but when he marvels 
at the wonderful freshness and youth of her voice, she tells 
him that she has used it only to whisper his name in accents 
of love, to impart his goodness into the heart of their son. 
Leaving her belove~ child with his father, Ingeborg murmurs 
to herself, "To love, to sacrifice all and be forgotten, 
that is my saga," or, ·as the earlier form was, "woman' a saga", 
until Brandes' remonstrance led to the softening of the gen-
erali ty. Here is the belief in man's privilege to forget. 
The quiescence on the part of Ingeborg is characteristic 
also of the devoted wife of the fanatical Brand who, grieving 
over the loss of their little one chilled by the northern 
blasts, begs him to 
"Thirikof me who have no charm 
For the tedious pain of life; 
Me, who, far from war's alarm 
Lack the fiery joys of strife." 
Only faintly complaining,she falls a victim to his harsh 
creed of "all or nothing." 
Solveig with her psalm-book in her kerchief waite her 
whole life, serene in faith, for the return of the fantastic 
Peer. In her heart the dreamer has lived with God's sign 
undimmed on his brow in her faith, in her hope and in her 
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love. At last when her sight has left her she holds him 'Ni th 
joy in her arms promising to watch over him: 
"I will cradle thee, I will watch thee; 
Sle~p and dream thou, dear my boy!" 
The words of Peer as the reckless Prophet of the Desert 
to the dane ing girl Ani tra have be·:m quoted as a further 
indication of the surrender expected of woman , the entire 
sinking of her identity in the maaculine personality: 
"You shall live ·for me alone 
........................... 
Should we part, then life is over, 
That is, your life, nota bene~ 
Every inch and fibre of you, 
Will-less, without yea or nay, 
I must know filled full of me!" 
In The League of Youth in the ~ords of Selma one first 
finds the touch of interest in the independent life of woman 
as something more than a toy for the pleasures of man. She 
reproaches her husband: "You never came and demanded a 
sacrifice of me; I was not fit to bear anything • 
• • How I 
have thirsted for a single drop of your troubles, your anxi-
eties~ But you only laughed me off. You have dressed me 
J 
up like a doll; you have played with me as you would with 
a child • • • How I longed, how I yearned, ·for a large, and 
high, and strenuous part in life!" This is obviously the 
germ of the butterfly Nora whose startling declaration of 
independence so shook all Scandanavia that even in Sweden 
it was formally barred at social gatherings, a lady writing 
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across her 1 uncheon in vita t ions, "You are politely request-
ed n ot to discuss Ibsen's new play." 
Then in Ghosts Ibsen gave his f inal answer to the ques-
tion : Is it really a blessing to the childr en that a woman 
should continue to live in an unhallo wed, loveless union 
with a dissolute husband? 
Ellen Key, although like Ibsen refusing to identify 
herself with the regular feminist movement, hails him as 
the champion of woman as an individual member of society. 
Acc or ding to her interpretation, Ibsen felt that woman 
abandons herself more completely than man to her ideal; 
she will not ac cept one so rt of morality in public and 
anothe r in private. Her soul, unlike the inorganic soul 
of man, is organic or growing. Ibsen saw that the s t rength 
of woman l ay in h er heart and Ellen K~y believes that 
the dramatist understood fully tha t the heart is the spring 
of l ife. That is why he points out tha t a woman's love 
c an become a man's salvation and that in killing a woman's 
love a man dries up the source of energy within himself. 
When Ella Rentheim in John Gabriel Barkman learns that 
Borkman held her truly dear and for the sake of his ambition 
married another with her love and happiness as the price, 
sh e forces upon him the realization that a curse has been 
upon t heir whole relation for he has done to death all the 
gladness of lif e in her. She sorrows: "if I could have 
, 
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stood at your side when the crash came -- I should have borne 
it all so gladly along with you. The shame, the ruin -- I 
would have helped you to bear it all -- all!" 
There is no admiration of the ".strong wow.an" in this 
drama. Ella is the womanly type forced to look on in silence 
while the man she loved married another woman for her money --
a woman who out of wounded pride left him in solitude pacing 
back and forth in the gallery upstairs "like a sick wolf, up 
and down, up and down." Archer declares that after the writ-
ing of Ghosts Ibsen took no active interest in the woman ques-
tion. 
Why, in view of the above innovations pointing to so mar-
velous a knowledge of dramatic art, is Shaw led to remark in 
-his Quintessence of Ibsenism, "It already looks as though 
Ibsen might attain undisputed supremacy as a modern play-
wright without necessarily converting a aingle critic to 
Ibsenism"? What are the faults marring the work of this 
dramatist eo that while be is hailed as the founder of mod-
' 
ern drama his plays as a whole are oftner read than played, 
especially in America? What are the outstanding blemishes 
to which critics take exception? 
Almost without exception writers refer with regret and 
aversion to the fact that Ibsen is obviously a partial thinker. 
As Macfall says, "He could see only half-truths. He eagerly 
seized upon heredity as one of the prime forces of life-- yet 
he learned his lesson with short-sighted eyes, since he saw 
ever the evils that heredity breeds, never the good. That 
• • 
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heredity selected and created the master-peoples was beyond 
his vision ••• He brooded upon the drama of life as it 
went by, and judged it by the villain of the play, not by 
the hero. He sat him down at a window in a back-alley of 
the world and judged the procession of halt and maimed and 
blind , the shabby and the hypocrite and the eccentric, to 
be the whole fragment of life." Moses among others com-
ments upon the depressing effect, the dispiriting effect of 
readi ng through Ibsen's plays consecutively-- the impres-
sion is that given by a "paucity of visual r ange . " Boyesen 
can detect no "dominant principle" underlying Ibsen's 
criticism of life and finds no glimpse of Geothe's convic-
ti on that 
"A good man, through obscurest aspiration, 
Has still an instinct of the one true way." 
H. w. Mabie, having compared Ibsen to a great surgeon 
who never left the operating room, remarks tha t his phil-
osophy colored by his morbid liking for the abnormal, had 
the colossal defect of the lack of loye, and so to him the 
greater truths were invisible. 
In dealing with marriage, for example, where is there 
a positive indication of the insistence upon the highest 
truth? Whery in any of the maturer plays does Ibsen mani-
fest his recogni t i on of the possibility of the deep, true, 
and abiding affection found between those happily mated? 
It is true th<:lt there are certain unemphatic indica.tions in 
•• 
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A Doll's House and in The Lady from the Sea. Wicksteed com-
ments that Ibsen deals with marriage not as marriage but as 
the most striking instance of the ever recurring problem of 
social life -- that of combini ng self- sur render with self-
realization. 
Certainly some portion of Ibsen's partial view or his 
pessimism or gloom was due to the grinding poverty he suf-
fered-- and early poverty always seta its mark. During 
part of his residence in Grimstad he was reduced to such 
straits that he was forced to go without underclothing, 
even without stockings. At noon he often went out and 
walked the streets to conceal the fact that he was too poor 
to purchase food, and then would return to have after dinner 
coffee with the family at whose house he stayed. His an-
cestry together with his early religious education gave him 
the tendency to regard the life of the senses as ugly, and 
he admired no beauty save moral beauty. I have read many 
times that Ibsen's ancest r y was entirely free from Norwegian 
blood and that from his Scotch ancestry he inherited his 
frugality, his tendency toward taciturnity and interest in 
theology, from the German his earnest philosophical tendency 
while Norway itself influenced him through the effect of 
external environment and social conditions. In view of this 
it is interesting to note an article by Halvad~an Koht ap-
pearing in the February number of the Century magazine for 1910. 
Having mentioned the name of Ibsen's grandmother, Hedvig Paus, 
• 
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the writer comments on the error made by many students of the 
dramatist who are ignorant of the fact that Paus, although 
apparently a German name was in truth a shortened form of 
the Norwegian Paulson, adopted because of its greater refine-
ment by a Norwegian clergyman living at the beginning of the 
seventeenth century. The descendants of this ancestor of the 
dramatist lived as government officials, merchants and farmers 
around Skien and in the family t h ere were several talented 
members among whom were poets who wrote in the dialect of 
that part of the country. Since Jaeger in his biography 
traces back to Hedvig Paus one of the principal features of 
Ibsen's charact er, we may no longer consider it true to 
fact to declare, as has been the usual practice, that Ibsen 
had not a drop of Norwegian blood in his veins. 
As Brandes says, there was in Ibsen's makeup a "peculiar 
bias" - - something melancholy, rebellious, and violent in his 
very nature. 
Th e limitations of Ibse:n' s education were very great. 
He was in no sense of the word a book reader, although he 
devcured the newspapers with their contemporary comment. 
He had small interest in science or philosGphy, he knew 
nothing of music, and he spoke only German. He liked Tur-
gueneff, but not Tolstoi. Zola he refused to read and he 
was familiar with Shakespeare only after a number of years, 
having little acquaintance with the Engl ish language. His 
satisfaction at his own mental powers and his unconcern as 
to increasing his limited kno wledge form a decided contrast 
• 
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to the insatiable intellectual curiosity of Strindberg, biola-
' 
gist, mineralogist, botanist, and chemist d~scovering the co~ 
ponent parts of sulphur. We read of Strindberg examining the 
precipi t ate of the faint exhalations from the graves in the 
Montparnasse cemetery, of working until the flesh fell from 
his hands in the hope of making gold until finally, guided 
by the figures written on a paper blown to him in the street 
he succeeded in making a mineralized gold of perfect beauty. 
Like Ibsen Strindberg began as a romanticist; then in his 
maturer plays he fought the evils of a bad civilization and 
at the end of his career wrote fairy tales for the ears of 
child ren. As one biographer says of him, "Long before death 
took him he had learned the Great Lesson: The perfection of 
culture is not reoellion, but peace-- not the battle-hymn 
of Plaf, but a saga sung to children in the t .vilight." 
Maeterlinck, the poet-l1er.ald of the "dawn of a spiritual 
renascence," underwent a similar transformation in that he 
realized the morbidity and unhealthiness of his early view 
of life, when he was obsessed by the dire presence of the 
unknown as in The Intruder. He realized, as he himself said, 
that in the transition he had come out "on the other aide 
of good and evil."' 
A second grave blemish in Ibsen's dramas is his excess-
ive individualism. To the average American his views on 
democracy are decidedly unpleasant. He held it to be a 
scientific fact that the majority is always wrong in its 
opinion of new developments, -- that no advance will ever 
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be made when all wait as in a democracy to see which way the 
crowd is tending. As he remarked to BrandesJ his opinion 
was: "The minority may be right; the majority is always 
wrong." Disillusioned by the utter failure of the Paris 
Commune from which he had expected so much of progress J he 
came to believe that nothing in the way of reform was to 
be looked for from a democratic country. He had an ex-
treme contempt for mob opinion, and a dislike and distaste 
for Parliamentarism which he believed accomplished little and 
that little slowly. Possibly this dislike of Parliamentar-
ism was one cause of his liking for Russia where he said 
there must inevitably be engendered because of the oppres-
sion a greater love of liberty than anywhere else in the 
world. When asked whether he should like to think of his 
little son under the knout he naively answered that hie eon 
if he were in Russia should be the wielder of the knout. 
Unlike the humble TolstoiJ that apostle of self-humiliation 
who disliked Ibsen and never recognized him as a literary 
artist, Ibsen was a true aristocrat. Tolstoi found noth-
ing greater or higher than the mutual love of men, while 
Ibsen kept his eyes fixed on man as he was destined to ap-
pear in the far off future-- in his visionary "third empire." 
Writing in 1871 to Brandes the dramatist said: "Now 
reason does not imperatively demand that the individual should 
be a citizen. Far from it. The State is the curse of the 
individual. With what is Prussia's political strength bought? 
With the absorption of the individual in the political and 
·. 
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geographical idea. The waiter is the best soldier. And on 
the other hand, take the Jewish people, the aristocracy of 
the human race, -- how is it they have kept their place 
apart, their poetical halo, amid surroundings of coarse 
cruelty? By having no state to burden them. Had they re-
mained in Palestine they would long ago have lost their 
individuality in the process of their State's construc-
tion, like all other nations. Away with the State! I will 
take part in that revolution ••• The State has its root 
in time and will ripe and rot in time. Greater things than 
it will fall -- religion, for example. Neither moral con-
ceptions nor art-forms have an eternity before them." 
It is obvious that IbsEm in his lau.ling of the individ-
ualism of the Jewish nation ignored the benefit that nation 
has always derived indirectly from all the various States 
existing in the world. This is one more indication of the 
on f:l-sidedness of the outlook of Ibsen who gives a most at-
tractive and plausible view of the advantages of the contrat 
social without its disadvantages. Moses comments upon the 
trial of unrestrained individualism in Iceland during the 
Sturlung period which ended in anarchy and exhaustion. 
Others remark that had Ibsen been given a taste of the predatory 
liberty he admired he would have had far less bitter comment 
to make concerning the State. He wished to bring about a 
radical change before the world was really ready for it. 
Ibsen's conversion from a suspicion of the Germans to a 
warm love for them from living seventeen years among them is 
most interesting, especially in view of the events of the 
past four years. In 1866 he wrote, "It is quite true that 
I have a strong dislike of Germanism and Teutonism", and he 
called the Germans the Norwegians' "born enemies." Again 
he wrote, "I am living in a community well ordered to - e~ri-
ness." He was even accused by the Germans of calling their 
country "The Land of the Lie~" 
In his Balloon-Letter to a Swedish Lady in 1870 he made 
certain uncomplimentary remarks concerning the Prussians and 
Von Moltke who had "murdered the poetry of battle." The 
Germans in translating this poem have usually omitted cer-
tain passages which the French critics translate with glee. 
Ibsen wrote: 
"What of these Germanic hosts 
In their storm-march toward Paris? 
Who stands clear and bright 'mid danger? 
Who himself won victory's prize? 
Where's the hero now, the radiant, 
Whom a million tongues, exalting, 
Bear from home to home in song? 
Nay, the regiment, the squadron, 
And the staff, that is, the spy, 
Like unleashed packs of hounds, 
Track the game upon its trail. 
Therefore perishes the glory. 
Lo, this chase will find r~ poet. 
Only that will live for ages, 
Which a poet's song exalteth." 
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Later on, however, Ibsen remarked that he had passed from 
Norwegianism to Scandinavianism and thence to Teutonism. 
Brandes in his Second Im~res§ion declared that Ibsen's 
philosophy entailing a separation of the theoretical from the 
; 
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practical, of the individual from the citizen, of intellectual 
liberty from that practical liberty which means reaponsibil-
i ty, forma a "dualism which can be carried into practice only 
by a dramatic poet living in exile who need have nothing what-
ever to do with state, society, politics, parties or reforms." 
He adds that Ibsen in descending from his idealistic aloof-
ness, c ontemptuous of the slow, petty changes of ordinary 
progress to enter into actual interference in the disputes 
of the day would have lost by so doing nothing of his inner, 
essential dignity. 
Ibsen's attitude toward democracy suggests the question: 
How much knowledge had he of America? Unlike Bjernson who 
had traveled here, he had very little knowledge of this coun-
try. In fact he mentions America only two or three times 
in his dramas and then somewhat vaguely with no local color. 
He knew very little English, so little that in thanking Go ·a'se 
for his introduction of one of his plays to English audiences 
he was obliged to write his short note in Norwegian. When a 
young friend of his was preparing to come to America for 
library study he remarked: "It must be a great country with 
many chances. But it seems so far away. You must be care-
ful of yourself. My son (who had been an attache of the 
Norwegian embassy at Washington) says, •Beware of the ice 
water and the hot bread.'" 
This same friend, Bolette Sontune, daughter of Ibsen•s 
physician in his later days, contributed to the May, 1913, 
Bookman a most interesting little picture of the dramatist, 
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one worth recalling since it affords a view directly opposed 
to the usual sketch of the isolate, taciturn writer. She 
describes Ibsen's fear of driving, his love of tan shoes, 
hie appreciation of the whimsical fancies of children, his 
habit at seventy-three years of age of ruling pencil lines 
to insure the regularity of his careful penmanship. He was 
very fond of her mother and sent her birthday remembrances 
and many little notes"- "he loved the pretty courtesies of 
life and was strictly faithful to them." She concludes 
t r.at they all "really loved the great old man because he 
was a dear old man." 
It is, of course, well known that Ibsen• s popularity on 
the continent has been duplicated neither in America nor 
England which countries are as Gosse remarks, "at issue 
with the rest of the cultivated world" by reason of their 
failure to admit Ibsen to their hearts. The first of the 
t vvo leading and apparently unsurmountable barriers confront-
ing the Ibsen drama is that opposed to his moral anger by 
Anglo Saxon optimism due partly in America, at least, to 
her triumphant liberty-loving life away from the searing 
political upheavals and oppressions in war-ridden Europe. 
America. has no memory of gloomy and sorrowful strivings; 
she looks back with pride to her successful efforts i!l 
opposition to English rule and European interference. The 
Amer:i_ ca which has no great national sorrows is averse to 
painful and distressing conclusions of its plays. one 
writer has remarked that the happy ending is as much an 
Anglo Saxon institution as the h~beas corpus act. 
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The second ·barrier is the Anglo Saxon conception of the 
I 
theatre as a place of entertainment. The Englishman and 
the American go to the drama fa be entertained, to be amused, 
to forget for a while the burden of life's responsibilities. 
This vi ~w is directly opposed to the continental view of 
the drama as the most efficac i ous means of instruction and 
enlightenment. The Anglo Saxf n undoUbtedly feels that the 
essay 1 the pamphlet 1 the news aper or magazine editorial, 
the sermon in the pulpit, the address in the lecture hall, 
and the novel form the proper medium for the dispensing of 
moral warnings and advice, an turns to the theatre as a 
. 
place where he may enjoy relar ation in an appeal to his 
emotions. He likes witty dial ogue, scenic splendor, 
elaborate costuming, amatory ~ntrigue, bustling action 
and the happy ending, all of ~hich are unprovided by the 
realistic Ibsen. The Continbntal theatre-goer, on the 
other hand, looks upon the dr~ma as a source of Eiducation 
and attends the play in the s~me mood of one likely to 
behold some model of conduct b r a warning which he may 
take to himself. 
The.!'e are various additional reasons for Ibsen's unpop-
ularity in this country. In speaking of America H~ller 
rather unpleasantly comments on our "luckless democratic way 
of looking at all .things thr ugh the childish eyes of the 
majority" and adds that from that cause has resulted not 
only our failure to recogniz Ibsen but alae ou r national· 
depreciation of art and our bjckwardness of many phases of 
intellectual life. He is optimistic, however, and believes 
that America and England are l ast becoming Ibsenreif. I 
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am reminded of a remark of H. lw. Mabie who regretted the 
belli g~rent and sometimes tru ;ulent tone marring Hiller's 
in terpretatim of Ibsen: •YihF the poor 'Anglo Saxon' feels 
himself shut out from the soc t ety of those to whom Ibsen is 
the greatest of the prophets, [he may find solace in the re-
cent assertlon of an Italian jcholar that civilization is 
still the exclusive possessio~ of the Latin race, and 
that the Germanic peoples remain in a state of barbarism." 
It is remarked frequentl that Ibsen's doctrine of 
the emancipation of woman has attracted less attention here 
for the reason that women have already many privileges and 
. ht k . t; I f E A . t . r~g s un nown ~n many sec ~ons o urope. ga~n cer a~n 
of Ibsen's fantastic charactet s have a dreamy el~ment which 
is neither English nor Americ l n -- Ellida, Ulric Brendel, 
and Hosmer, for example -- an i do not possess for the Anglo 
Saxon the attraction they havi for the Scandinavian audience. 
There is also the .repellent qhality of Ibsen's chilling, 
bitter irony unrelieved by an i palliative theatrical devices 
to allure the audience toward the reception of the message 
of the drama. 
According to Huneker it r as the "fatal amateur" who 
killed Ibsen in America. A rhakespearean play is effec-
tive even if produced by unsk~lled amateurs. Shylock's 
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defiance of the publican, Mac · eth1 s vision of the dagger, the 
love of Romeo and Juliet, the eloquence of Antony over the 
body of Caesar all these sr rvive the faltering efforts of 
the amateur. This is not thr case with the dramas of .Tbsen 
where the prose is devoid of r rnament and must be revivif i ed 
through the per·sonali ty of thr players. s~aw, having comment-
ed upon the puzzle presented f o the convent1onal actor with 
his repertoire of familiar st ~ge types by the dual aspect of 
Ibsen• s idealist figures, conjsiders it actually safer to 
entrust the parts to a novice rather than to an experienced 
actor who would, he fears, most certainly de-Ibsenize the 
play into a melodrama or a falrcical comedy of the common 
sort. He says: "'l'he whole boint of an Ibsen play lies 
in the exposure of those ver conventions upon which are 
the audience witnessing the ighest type of modern play 
which often consists of a si, gle very complex incident 
mus t have memory, imaginatio, , insight, r easoning, and 
sympa t hy -- all of which tog, ther are possessed by only a 
small minority of playgoers most of whom are disagreeably 
perplexed by manv of the typ~s of modern drama, 
Modern dramatists in their achievement of a remarkable 
fidelity to life have accomplished that achievement at 
a tremendous sacrifice ....... the sacrifice of great acting. 
"What we have gained over the past in truthful reflection 
on the stage of life about us we have lost in the majesty 
of the characters depicted, in the depth and intensity of 
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the emotions portrayed~ says one writer who also makes the 
suggestion that much of the modern emphasis in stage enter-
t a inment on the intellectual message of the play rather than 
the emotional effects of the actors is doubtless ephemeral. 
The success of "The Music Master" shows that the Anglo Saxon 
public has not lost its love of the display of emotion on 
the stage. The same writer indicates that he is not unhope-
ful in regard to the future, believing that great acting 
touched with the glow of poetry will come when the dramatists 
find great modern people to depict. He views with pleasure 
the promise in "Magda," Mrs. Fiske's performance of Tess, and 
the plays of Mr. Moody. Henderson, touching on the same sub-
ject, remarks that no one could deny the existence of true 
heroism in modern life, in the age of Peary, of Orville and 
Wilbur Wright, of the Titanic disaster. 
A final cause of Ibsen's unpopularity is the presence of 
the "secondary intention" in his plays. The majority of 
the criticisms concerning Ibsen's use of symbolism point to 
a weakening of his power as he passed from the second of 
the stages of his development marked by the creation of 
his social dramas to the third and last. Henderson has 
remarked upon the loss of power evidenced by Ibsen when he 
left his social plays. Moses declares that when Ibsen 
attempted to bring back the poetry which he had earlier 
deliberately cast aside, the poet in him was warped and 
symbolism in his hands became an element of artistic weak-
ness. In speaking of The Master Builder be refers to it as 
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"pre!minently an old man's play," bigger in philosophic scope 
than in execution. Having remarked upon the haziness of 
Ibsen's aim in this drama in which dramatic coherence is sac-
rifiCed at every step, he adds that Ibsen is infinitely in-
ferior to the Belgian Maeterlinck in his handling of the laws 
of the intangible. He adds that the situations are untrue 
to life and the psychology of the play questionable in its 
logical bearing. Here, he says, are all the ingredients of 
a rich imagination gone wrong -- there is some element of the 
insane about the whole thing. 
In regard to the significance of The Master Builder 
there has been a vast difference of opinion among the most 
enthusiastic admirers of the dramatist. The most acceptable 
seems to be that Ibsen in this play expresses an anticipation 
of the thought in When We Dead Awaken. Solness, the master-
·builder, in his struggle for success has necessarily though 
against his will made use of ungenero~ity, cruelty, and de-
ceit to maintain his position. The play is the symbolizing 
of the tragedy of the sucdessful life. Ibsen indicates that 
the younger generation must destroy in order to make room for 
itself, and here the dramatist arraigns not Solness, who ac-
tually suffers from his cruelties, but the social conditions 
responsible for the merciless competition between the genera-
tions. When Hilda is overwhelmed at the suggestion that 
Solness grows dizzy in climbing as high as he builds, Ibsen 
symbolizes the unhappiness in the thought that a poet should 
not himself reach the heights he exhibits in his works. 
A dramatic critic writing in 1906 has the following 
helpful comment: . "Symbolism is a fine and potent thing, a 
thing that has served the masters well; but one submits that 
symbolism in the drama must be coherent and, above all, ines-
capable ..• When it requires elucidation it becomes stulti-
fying and intolerable indeed, it ceases to be, in any deep 
sense, syni>olism at all. For symbolism is not a deep, hidden 
kernel that must be anxiously and laboriously delved for; it 
is an informing spirit, a vivid radiance that should shine 
through, should make transparent the structure which it in-
habits. The kind of symbolism susceptible of many different 
and conflicting interpretations, which instead of being a 
beacon and a key, is a stumbling block in the path of the 
witness is the kind of symbolism which has brought a noble 
artistic method into contempt and ill repute." One must 
subscribe to the foregoing thought. It is of no aid for 
a young reader, at least, to read that Henderson declares 
'I'he Master-Builder is "incommensurable" and to read in the 
work of another critic that no interpretation should attempt 
to fix the meaning of t b is .drama. One turns with a sigh o£ 
relief from this "incommensurableness" to the delicate 
clarity of Maeterlinck's symbolism. 
rosen as a pionee r , as a franc-tireur at the outposts, 
has naturally been opposed by scores of dramatic critics 
some of whom have abused the dramatist, some of whom have 
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contented themselves with ridiculing him and his followers. 
Wm. Winter, writing in 1910, laments the performance of cer-
t a in plays conceived by "that pontifical expositor of misery, 
the Norwegian exotic," and declares his influence distinctly 
pernicious in that his dramas are "with little exception 
distressingly diffusive of dulness, doubt and gloom." Since 
when, he asks, did the theatre become a proper place for a 
clinic of horrors and the vivisection of revolting physical 
and moral ailments? It is easy, he continues, to declare 
people bad but of what use is such a declaration? There are 
so many who are fine and good and .a spectacle of virtue will 
accomplish far more than one of evil. There must be evil, 
of course, to illustrate the good, but in art and especially 
in dramatic art, it must be wisely selected. In answer to 
Huneker's charge tha t Ibsen offends those who believe the 
theatre to be a place of sentimentality and clowning, he 
declares himself to be one of those who respect the theatre 
as a place for pure drama and fine acting where nothing offered 
is offensive to decency or good taste. "Ibsen although a 
man of exceptional talentwrs a thinker nei t!ler potential nor 
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original and as a dramatist distorted almost everything ••• 
There is more true drama in The Witching Hour than there is 
in a whole library of the wri tinge of Ibsen, most of whose 
plays are unhealthful in the spirit they diffuse." After 
suggesting that the change manifested by modern drama exem-
plified by Ibsen is not necessarily a.n improvement but a 
recession, he concludes: "The movement ·of the world is onward 
and upward but that movement has never been helped and it 
never will be helped by any such gospel of disordered mental-
ity, distrust, despondency, bitterness and gloo m afi ·.~ that 
which proceeded from the jaundiced mind of Henrik Ibsen." 
It is interesting to read of the change in the views 
held by the talented and energetic Mrs. Fiske concerning the 
. 
significance of Ibsen and his plays. Once she wrote what 
she afterwards termed a "preposterous" article in which she 
expressed her opinion that Ibsen "by his example as well as 
by his work has almost banished beauty, nobility, and poetry 
from the stage." In 1917, however, in a conversation af-
terward recorded by Alexander Woollcott for the Century Maga-
zine she referred to Ibsen as a great genius whose plays had 
proved to be not only profitable at the box of f ice but the 
harbinger of "inexhaustible inspiration." She regretted that 
with all the bitter comment concerning the gloom of Ibsen so 
little had been said concerning the warmth, the gaiety, the 
infinite humanity as shown in the buoyant comedy of An Enemy 
of the People which she termed "dazzlingly joyous." She 
pointed to the necessity of proper p r esent a tion of the Ibsen 
drama and remarked that no one would attend a high school 
performance of a Wagnerian score and t hen blame Wagner for 
the absence of inspiration. In speak i ng of the difficulty 
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in s electing a cast for a performanc e of Rosmersholm she 
referred to her unsuccessful attempt to induce Forc e s-Robertson 
who would have been ideal for the dreamer Rosmer to accept the 
role of that character. In speaking of that play she s a id: 
"I t dre w, as Ibsen always draws, on the middle class support 
• •• It pleased the Ibsen enthusiasts, but then I am not 
an Ibsen enthusiast ••• or rather have not always been. 
For that you must kno w him thoroughly and such knowledge 
comes only after an acquaintance of many years ••• If now 
I speak of Ibsen it is because he has been~ inspiration, 
because I have found in his plays that life-sized work that 
other players tell us they have foun d in the plays of Shakes-
peare." 
Similar to the striking change offered in Mrs. Fiske's 
views is the contrast afforded ·between the condemnation 
heaped upon Gho~~ when produced in tondon in 1891 and the 
willing acceptance of its revival in that metropolis in 
1917. In 1891 the drama was "an open drain," "a loathsome 
sore unbandaged," "a lazar-house with all its doors and 
windo ws open," ' garbage and offal," "l iterary carrion." 
Ibsen himself was a "gloomy sort of ghoul" and his admirers 
were "lovers of prurience and dabblers of impropriety eager 
to gratify their illicit tastes unde r the pretence of art." 
In 1917 a writ er in the rJondo'n Gra]2hi9 wrote, "Can any sane 
person now say that the effect of the play is immo ral?" 
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As one critic remarked, the philosophy of the play ha,s aged 
long ago and there is no longer the shocked thrill experienced 
when the play was first put on the boards befo re a scandal-
ized Anglo-Saxon audience. In fact, when the play was first 
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written the leading theatres of the three Scandinavian capi tala 
refused absolutely even to consider the play and it was not 
produced until eighteen months after its creation when it was 
given in Sweden by a traveling company. Then little by lit-
tle the prejudice lessened and the play was given in var ious 
countries. 
In spite of the bitterness of t h e a -ctacks upon him Ibsen 
was much amused at certain of the criticisms. Ploug, the 
Danish critic, remarked that Orwald could scarcely inheri1 
disease through merely smoking his father's pipe. Another 
critic f ancied be had discovered that Manders for whose 
creation Ibsen was severely arraigned was so named because 
he stood as "a symbol for the average man." When Archer 
a sked. Ibsen what happens after the curtain falls Ibsen 
laughed , s a ying "I don't know -- eve ryone must work that out 
for himself." Concerning the propr ie ty of such a conclus-
i on Professor Bradley writes: 
"Whether it can be artistic to end any serious scene 
wh a tever at the point of greatest tension seems doubtful, 
but surely it is little short of barb a rous to dr·op the cur-
tain on the last dying words, or it may be, the last con-
vul sion, of a tragic hero. In tragedy the Elizabethan 
practice like t h e Greek was to lower the pitch of emotion 
from t !1is point by a fe w quiet words . " 
In 188 2 Ibsen was complaining t hat critics were endeav-
oring to make him responsible for the opinions of the per-
s onages of Ghosts. He said: "And yet there is not in the 
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whole book a single opinion, a single utterance, which can be 
laid to the account of the author. I took good care to avoid 
this. My intention was to produce the impression in the mind 
of the reader that he was witnessing something real. The in-
sertion of the author's private opinion in the dialogue would 
prevent that. Do they imagine at home that I have not enough 
of the dramatic instinct to be a ware of this?" 
Now Lewisohn refers to Ghosts as a faultless mal:)terpiece, 
Clayt on Hamil ton calls it one of the very greatest modern 
plays from a technical standpoint, and Gosse considers that 
it marks a crisis in the history of modern drama. Archer 
while thoroughly appreciative of the flaws of this drama 
which Brandes termed Ibsen's "noblest deed," ranks it with 
Hugo's Hernani among the epoch-making plays of the nineteenth 
century and calls it the harbinge r of the whole modern drama 
mo vement in Europe. 
During the process of the introduction of Ibsen's work 
to the puolic of the world, the charge has been continually 
made that Ibsen is immoral. The charge of immorality has 
been admirably refuted b y several commentators, notably 
Wicksteed who considers the matter at length. What do. 
people mean, he asks 1 when they call Ibsen immoral? If they 
mean tha t the habitual contemplation of ignoble things dwarfs 
and poisons the moral nature and is generally depressing, 
then in that sense Ibsen may be consi~ered immoral. But if 
they take the "true meaning of immorality in an author-- the 
deadening of the sense of responsibility Ibsen most cer-
tainly cannot deserve that damning accusation for he never 
attempts to render vice attractive in any of his dramas, 
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and he does not stimulate the mind to vicious activity. One 
must not fail to recall that hie favorite theme is the evasion 
of moral responsibility. 
Clayton Hamilton maintains that the only iwnorality of 
which art is really capable is of bearing false witness 
against life. It is just as immoral to make life seem more 
easy than .it is as to make it seem more difficult. He ridi-
cules the play of the boarding school type which performs 
the impossible feat of dividing peopl e into two distinct 
classes, the good and the bad. The world cannot be divided 
in that fashion an-d the play giving that distorted view of 
life is an immoral play. The critic r eminds us: "There is 
n o soul so pure that it does not succumb occasionally to 
error; ther e is no soul so black tha t it does not rise oc-
c asionally to the hei ght of human he ro ism ••. God defend 
us from the 1 s weet a.r d wholesome 1 pl a ys of yesteryear! 11 
Cert a inly Ibsen's plays do not fall i nto this latter class 
of which t he popular play~ The Passing of the Third Floor Back, 
is offered as an example. rn this drama morals are effected 
wi thout a struggle, the players undergo a sudden and com-
plete transformation. To the social worker t his transfor-
mation with its easy optimism is ·a traves ty on real reforma-
tion . Such a play~ Hamilton says, is immoral in its effect. 
Shaw remarks that Ibsen's plays are immoral only in the sense 
that they do not conf orm to current ideals. It is true that 
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Ibsen is more than once undeniably coarse but he is not immorale 
It has been falsely charged that Love's ComeQ.y is immoral. 
In this drama Ibsen arrives at the conclusion that love must 
be one of t wo things -- either lasting but a thing of mere 
habit, or passionate but like the flame of a moment, either 
dead as a log or fugitive as a bubble. Ibsen 1 s quarrel is 
vv i th the decay of character attendant upon so many marriages, 
not with the love illusion itself. In a letter to Clemens 
Petersen in 1863 Ibsen writes: "As to the 'Comedy of Love' 
I can assure you that if ever it was necessary for an author 
to rid himself of a sentiment and a subject .it was so vv ith 
me when I began that work." With thes e words in our mind 
we find it easy to dismiss the play with the comment of 
Moses who says that the drama represents "the impertinence 
of youth not the daring of the philosopher." 
It is true that Ibsen lacked a genial sene ·~ of humor 
although a recollection of Peer Gynt will a t once indicate 
the folly of the statement that Ibsen possesse s no humor 
at all. It mus ·t be remembered that in the pursuance of 
h is duty as he saw· it Ibsen de lib era tely discarded humor 
and t he lyric touches which one find s, for example in 
The Feast at Solhoug. Sign~ in the latter drama radiant 
wi tl1 gladness is late in r eachin g church b ecalise 11 each rose-
bud beguiled and delayed her. 11 When the voice of Gudmund 
is heard she fancies that even the c a rven angels of the 
church turn to hear his song. 
silver birches" and 
She treads list ening "mid 
"To hearken the song birds held their breath." 
Later when the suggestion of a wo oer is made to her 
she exclaims that she is content 
"With summer and sun and the murmuring streams 
And the birds in the branches quiring." 
Each stanza of the song sung by the returned Gudmund 
to the music of his harp ends: 
"Deep, deep in the heart love is rooted for aye." 
We are told that in the original work of Ibsen it is 
the diction which charms the most. That the average Anglo 
Saxon is unable to appreciate, unfortunately. 
To t hose exclaiming at the pessi mism of Ibsen the 
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admirers of the dramatist poin1.. to b.i s optimistic outlook 
upon the future. In the play which he mistakenly considered 
his greatest work, Emperor and Galil ean, he shadows forth 
his vie w of the "third empire," of that tine in the future 
when as he believed, the poetry, phi losophy, and religion 
would unite and constitute a new, great living power of 
which this generation could have no idea. Like Swinburne 
he was deeply impress ed by the tremendous reversal of the 
wo rld's ideals implied in its conversion to Christianity. 
In Paganism the flesh was glorified and the spirit was 
starved; in Christianity the reverse was true. To Paganism, 
f :s.v oring t he development of the individual, na ture had a 
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certain sanctity; to Christianity, demanding self-sacrifice for 
the common good, it was accursed. Having considered the possi-
bility of a reconciliation between these two opposed doctrines, 
Ibsen turned his eyes to a future where he believed a deeper ac-
quaintance with nature's laws , revealed by science, would lessen 
the antagonism between spirit and flesh. 
To many of us an optimism of this type is no optimism at all 
and Ibsen has often been scored for his lack of positive doc-
trine . In refutation of this latter charge, however, Ossip 
Louri~ maintains that Ibsen's social philosophy contains these 
posi t ive beliefs: the possibility of ind.ividual and social re-
generation (Rebecca in Rosmersholm is an example of the former), 
the final triumph of truth and light, the efficacy of individual 
effort for liberty and just ice, and the necessity and equity of 
the emancipation of woman. 
Ibsen' a attitude tow-ard his native land was that of one 
who loves and chastises at the same time. W~at an extraordinary 
spectacle is the pride of the Norwegians in those "polemically 
national" poems of Peer Gynt and Brand which serve as the ve-
hicles of Ibsen's contemptuous scorn for the weaknesses of his 
own race! _Writing from Rome in 1865 to his mother-in-law he 
said, "My little boy shall never with my consent, belong to a 
people whose aim it is to become Englishmen rather than human 
beings." In 1879 he still despaired of Norway and called his 
land a nation of cats and dogs. He was especially wrathful 
when his country stood silently by in 1879 while the Germans 
with their greedy hands robbed Denmark of the provincES of 
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Schleswig-Holstein. When he was remi nded that participation 
on the part of Norway would have inevitably resulted in a 
sound thrashing from Germany, he cried out, "No matter! It 
would have brought us into the movement, into touch with 
Europe." 
Of the promises of Norway to Denmark he wrote: 
"The words that flowed as from the heart were but a gush 
of phrases and now the well is dry. The tree that blossomed 
into vows in the sunshine stands stripped by the storm wind, 
like a cross to mark the grave of Norway's youth, the first 
night that calls for work~ 
"But thou my Norse brother, in thy safety, standing in 
a land of peace, thanks to thy fair words of promise for-
gotten in the hour of danger, flee from the gathering places 
of thy sires, haste o'er the ocean's arch, tread from harbor 
to harbor the path of forgetfulness, take on thee a stranger's 
n3.llle, and hide from. thy ery self~" 
Chagrined beyond measure by the inaction of Norway he 
Nrote the poem Well-Grounded Faith, opening with the words, 
"I swung the alarm bell over the land in my rhymes - - but 
no one was in the least alarmed. My part was played --
I embarked on a steamer and left the 'dear North' behind me." 
He goes on to describe his wonder a t the calm confidence of 
a woman traveler of advanced age who sat smilingly receiving 
the expressions of anxiety for the safety of her soldier 
son from her companions. She said, " I've no fear for him!" 
Ibsen, meditating on her rooted fai th , concludes : "~Dere did 
48 
it spring from, this grace of . confidence? The explanation 
was as plain as the nose on your face. Her son was a warrior 
in the Norwegian army!" 
There is, however, a different poem 'ivhich indicates 
that although he had broken with Norway as a home he belonged 
to it still. "At night and in my po13ms I belong to home,n 
he said. 
"The Eider-Duck 
"In Norway the eider-duck dwells, and his home is the 
lead-grey fiord. He plucks the soft down from his breast 
and builds his neat warrn and snug. But the fiord fisher-
man has a heart of steel, and he plunders the neat to the 
very last mote. If the fisherman is cruel, the bird's love 
is w9Xm ; he strips his own breast once more. And if plun-
dered again, he yet once more lines his nest in a well-
hidden nook. But if his third treasure, his last, be robbed, 
then he cleaves the clouds with his bleeding breast, south-
ward , southward to the land of the sun!" 
For his sincere but distinctly unwelcome attempts t o 
lead his countrymen to think great thoughts Ibsen during 
most of his life drew upon himself the most vehement abuse 
equalling in violenceonly that heaped upon Wagner, and it was 
not · until 1891 that d complete reconciliat ion took place be-
tween the dramatist and Norway. Fo r long because of the 
grim frankness of his unrelentin g lo gic he1like Dr. Stockman) 
had been reviled and hailed with con tempt as an "enemy of 
the people." 
The identity of the protagonist of the drama written in 
answer to the vituperation hurled after the production of 
Ghosts has been recently revealed. The original of Dr. 
Stockman was the agitato r and reformer Harald Thaulow who, 
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t wo weeks bef ore his death at the General Assembly of Feb. 23, 
1881 , made a violent attack on the s ociety known as Dampf-
Kftche declaring there was no greater humbug in Christiania 
than this organization. For three q_uarters of an hour he 
talked along t his strain and the colloquy which ensued was 
reproduced in the Aftenpost: 
"Thaulo«: I won't permit my mouth to be shut. (Con-
tinues his address) 
Consul Heftye: Herr Thaulow must atop! 
Thaulow reads on. Some expres s their disapproval by 
ostentatiously walking around the hall. 
The president asks the assembly whe t her it recognizes 
his right to refuse Herr Thaulow the floor. Unanimous assent . 
The president again req_uests Herr Thaulow to desist. 
Thaulow: I won 't permit my mouth to be shut . 
President: Then we will proceed with the order of 
the day--
Thaulow: I 'Nill cut it very short. (Reads on) 
Hafyte: May he read on? 
Thaulo w: The splendid r e sult of the Christiania Dampf-
Kt\che • • • I'm almos"t through. 
President: I am sorry I have to in terrupt Herr Thaulow. 
You mustn't speak. 
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Thaulow reads on. 
Hefyte: Stop o£ you must leave the hall. 
Thaulow: Just one word more. (Sinks exhausted in a chair) 
The president now proceeds with the reading of the official 
report. Thaulo w listens grumblingly to the report and several 
times make s an effort to gain a hearing. 
When the opposition became too strong, he finally gave up 
the s t ruggle and went away .with the words: 'I will have noth-
ing more to do with you. I am tired of casting pearls before 
swine. This is infernal misuse among a free people in a free 
society. Well -- my respects to you-- go, then, to your 
family meal! 1 n 
Many times indeed did Ibsen feel tha t he too was casting 
pearls before those whose low leval or intelligence, as he 
said, mad e him despair. But how long wil l it be, or will the 
time ever come when the plays of Henr i k Ibsen despite the 
scores of ~bjections nO 'IV raised will be truly popular on our 
stage!' 
Let us listen to the ans .ver given by that critic indefat-
i 6able in his aim to of f er us a fair vievV of the Norwegian 
dramatist , Mr. Wm. Archer: "I am far from predicting that 
Ibsen will ever· be really popular on t he English stage. It 
is scarcely to be expect ed that his plays shoul d take deep 
and permanent hold upon the English s tage, scarcely to be 
expected and scarcely to be desired; for no theatre can for 
long live healthily on imported mater ial. Each nation should 
produce in its own theatre its own criticism of life. Criti-
cism of life from a foreign standpoint , and illustrati on by 
foreign examples, may be very interesting and fascinating but 
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cannot, in the long run, satisfy our souls. I look forward 
to a time when Ibsen, having compl eted the work which many 
even of his enemies admit tha t he has well begun, of lift-
ing the theatre on to a higher intel l ectual plane, shall 
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